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INTRODUCTION 
The purpose of this thesis is to discuss the forms 
in the concerti of Antonio Vivaldi . The term form, which is 
not used in a restricted sense, will perhaps be clarified by 
the following quotation: 
''Form ought not to be regarded as something 
external, divorced from the inner organization of 
the music; structure and texture are functions of 
the melodic, harmonic, and rhythmic elements, and 
these in turn assume and exercise different func-
tions in different styles even if their external 
manifestations be the same . Form, taken in this 
sense, covers the manifold interrelations of all 
these aspects , not only t he external scheme, but 
also the principle that governs the inner organi-
zation of a particular composition~ (1) 
The discussion to be undertaken will necessitate a brief out-
line of the composer's life, the era in which he lived, and a 
history of the early development of the concerto form up to 
Vivaldi's time . The three concerto mediums , the orchestral 
concerto, the concerto grosso , and the solo concerto \'Till be 
then be considered in that order with regard to: 1 . the devel-
opment of the form by composers immediately preceeding Vivaldi; 
2 . Vivaldi's concerto form; 3. the melodic , rhythmic, and 
harmonic aspects of the quick first and third movements and 
the slow second movements . Programmatic elements and their 
effect on the form will be considered as they arise, as well 
as in a separate chapter . 
1. Bukofzer, I-1.: Music in the Barooue Era , w. W. Norton&. Co . 
Inc., New York , 1947, p. 350 
iii 
1 . 
vivaldi wrote over four hundred and forty concerti . 
Among thes~ thirteen orchestral concerti , twenty- six concerti 
grossi , and forty-five solo concerti are availabie for study. 
These may be found in the collected edition of Vivaldi's works 
2 . 
in so far as it was completed up to February of 1952 . The 
analyses of these works form the basis of this thesis although 
no attempt will be made to reproduce the analyses themselves 
except as examples . Rather the author wishes to establish and 
set forth general principles found throughout all the concerti . 
These generali zations , however , are based on a thorough analysis 
of the above mentioned works . 
The collected edition of Vivaldi ' s works being 
compiled by ~mlipiero is eventually to comprise the composer's 
total output . The edition is ba sed primarily on nanuscripts 
and copies of manuscripts because a relatively small number 
of the composer's "tiorks were published during his life time . 
Since Vivaldi was noted for his great rapidity in composing , 
some of these manuscripts may be difficult to read and the 
editors , being human and perhaps not adequately trained for 
this type of undertaking , have doubtless made errors . Any 
obvious inaccuracies will be noted as they appear . 
1. Pincherle , ..1 . : Vivaldi et la :N"IUsique Instrumentale , Librairie 
Floury , Paris, 1948, p . 62 
2. Antonio Vivaldi lWorks) r Editizone Ricordi & Co . , Italy , 1947, G. F. Mal iepro , • Ephr~kian editors . 
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CHAPTER I 
Background of the Composer's Life and ~ra 
1. 
Antonio Vivaldi was born in Venice, ltaly about the 
year 1675. He received early musical t raining in violin from 
his father Giovanni Battista, i!vho 't'las violinist at the Ducal 
Ghapel of Saint Narks in Venice , and later from the composer 
Legrenzi \'lith whom he may also have studied composition . The 
young Vivaldi became a fine violinist and quite a virtuoso . 
He 1"/as rather sickly in his youth and in fact was plagued by 
illness all his life. He entered the priesthood in 1703, but 
eventually gave up all the duties it entailed perhaps because 
of ill health . It is more probable, however, that he wished 
to devote all his time to music . In the same year (1703) he 
undertook the position of violin teacher at the Seminario 
l•tusicale dell '0spitale della Piet~ (Musical Seminary of the 
Hospital of Mercy), where he also f unctioned spasmodically as 
conductor of the orchestra and composer . There were s everal 
such institutions which combined the s ervices of orphanage and 
musical cons ervatory in Venice and various other cities in 
2 . 
Italy at this time. .ti'rom 1709 on he held the position of 
trJ1.1aestro De ' Concerti dell '0spedale della Pi eta di Veneziart 
3. 
and this inscription he put on the title page of all his works . 
The Ospedale provided Vivaldi ~nth a fine laboratory in which 
1. Antonio Vivaldi (Works), op. cit., Preface by A. Bphrikian 
2 . Pincherle, 1v1.: Vivaldi and the Os~itale of Venice, in 1Vlusical 
Quarterly, Vol. XXIV #3 July, 193 
3 . Pincherle, M.: Antonio Vivaldi in Revue de Musicologie, 
August 1930, p . 166, note 5. 
1. 
he could experiment with the possibilities of differ ent music-
al effects to h~s heart's content . These conditions liere 
quite ideal and undoubtedly very helpful in his composition. 
He had interested and receptive pupils with \'Jhom to work and , 
fortunately, no demanding or disaggreable superiors with whom 
to cope . Vivaldi held this position off and on all his life 
and was expected to provide the bulk of the music for the 
concerts given by the Piet • Conseauently he learned to com-
. 1. 
po~e vlith extreme rapidity and prolifically. There \-ras a 
great demand for music in 1/enice at this time as one can 
readily see by the f act that there were no less than eight 
opera houses in the city all of which were kept busy a larger 
part of the t i me . In the libretto of La Verita in Cimento , 
dated 1720, the title "Maestro di Capella di Camera di S. A.S. 
il Sig; Principe Filippo Langravio d'Assia Darmstadt" first 
appears . The Landgrave of Darmstadt was in ~~ntua , Italy, at 
this time and so it is probable that Vivaldi never actually 
2 . 
went to Darmstadt . In any case it would not have been nec-
essary for him to have gone there to receive his title , but 
3. 
he probably did spend the years 1720-1723 in Mantua. ~rom 
1723-1725 he was kept busy by the Pieta in Venice, but in the 
years between 1725 and 1735 trave~'d all over Europe appear-
4. 
ing in concerts . The dedication on the concerti, Op . 9 , in-
1. Pincherle , ~ •• Antonio Vivaldi in Revue de MUsicologie , Nov. 
1930 , P• 268 
2. Pindherle , M. Revue de ~rusicologit , Aug . 1930, op . cit. p . l67 
3 . ~phrikian, A., op . cit . 
4. Pincherle, M. Revue de lllsicologie, Nov. 1930, op. cit . 
p . 267 
2 
dicates a trip to Vienna . From 1735 on the composer devoted 
his time to composing and teaching at the Piet in Venice 
1. 
where he died around the year 1743. 
At the beginning of the seventeenth century old 
ways were being questioned , broader outloo~s opening up, and 
new ideas being proposed . ~~o styles were struggling for 
dominance; the old polyphony of the Renaissance, and the 
'stilo moderno' arising from the influence of the lyric drama 
which tended towards accompanied monody and which could com-
bine itself with the older style in varied and appropriate 
proportions . lnstrtmental music developed to a point equal 
in importance to the position of contemporary vocal music , and 
the two influenced each other strongly in certain respects. 
The architecture of the Baroque used repetion as a means of 
intensifying and contrasting its meaning and contours. This 
tendency to echo every idea infiltrated and in certain respects 
dominated the musical life of the seventeenth century gaining 
expression in the concerto principle of opposed bodies of 
sound, one sometimes i mi tating the ideas of the other. 
The Baroque has three general phases of development: 
2 . 
1580-1630, 1630-1680, 1680-1730. These, of course, overlap 
to some extent. The opposition to counterpoint and the violent 
interpretation of the words, in the new medium of opera , were 
1 1 ibid, p . 269. Sources differ as to the exact date of death , but this seems to be the most carefully documented . 
2 . Apel , .i . Harvard Dictionar~ of ~bsic, Harvard University 
Press , Cambridge , ~~ss ., 1 50, p. l73 
3 
the t,.,..o ideas \vhich prevailed in the early Baroque. 'i'he har-
mony was experimental and not as yet tonally directed, great 
use vras made of unusual disonances. Small, sectional forms 
dominated. lnstrumental idioms began to arise, but vocal 
music was still in a leading position. 
In the middle Baroque the bel-canto style in opera 
and its distinction between aria and recitative was the rul-
ing factor. MaJor and minor tonality became the order of the 
day and the chord progressions \'tere simplified, curbing the 
freer treatment of disonance of the early Baroque . Single 
sections of the musical forms began to lengthen and contra-
puntal textures were some\·that restored. 
In the late Baroque a well established tonality 
regulated the formal structure, chord progressions, and dis-
sonance treatment. The forms grew to large proportions and 
vocal music was dominated by instrumental music. 
The Baroque era began the development of the opera , 
the oratorio, the cantata, the solo sonata and the trio sonata. 
It was the period of the prelude and fugue , the chorale fan-
tasy and the chorale prelude . lt produced the concertato 
style which in turn produced the orchestral concerto, the 
concerto grosse , and the solo concerto. Generally speaking 
the era was one of healthy and robust exuberance, of tensions 
4 
and dramatic gestures, of yearning and repression, in striking 
contrast to the self- assurance and fundamental balance of the 
1. 
Renaissance . 
1 . Bukofzer , M; op. cit . p . 16, 17, and Apel, w. op. cit. p .77 
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CHAPTER I I 
Early Development of the Concerto 
1. 
As H. G. Mi shkin points out the history of any 
form is not one- dimensional and the early history of the 
concerto certainly \'las influenced by current styles and trends. 
'1he general principle of the concerto form of the later Ba-
roque is the use of a solo instrument or a small group of solo 
instruments, called the 'concertina' , contrasted and alterna-
ting with the full orchestra \'Thich at this time consisted only 
of strings . The larger group of instruments called the 
concerto grosso , tutti, or ripieni brings back the theme or 
parts of it , perhaps s l ightly varied, each time it appears . 
Bach appearance of the tutti, however, is in a new key to which 
the preceeding solo has modulated, ,,Jith the exceptions of the 
first and last tuttis which are, of course, in the same key . 
The word concerto , which arose from the earlier term concertato, 
comes from the Latin word "concertare" meaning to "fight side 
by side , compete as brothers in arms" , and in its early use 
had various connotations . Gener ally it meant simply the com-
bination of voices and instruments as distinguished from the 
2. 
then current unaccompanied vocal style . The instruments 
might be used to accompany the voices, or groups of instru-
6. 
ments and voices might be used in a contrasting manner . 
The term concerto or concertato occurs sporadically 
throughout the sixteenth century , and the concertato style is 
one of the important forerunners of the concerto . The Concerti 
Ecclesiastici (church concertos) of Andrea and Giovanni 
Gabrieli , and Adriano Banchieri , both for double chorus, are 
1 . 
examples of this . The musical possibilities of virtuosity 
and contrast presented by the two organs in the cathedral of 
Saint ~~rks in Venice were explored particularly by Giovanni 
2 . 
Gabrieli . This is another manifestation of the use of the 
concertato principle, and one of its important points of 
origin. One might say that hhi s principle is one of the 
characteristic traits of the Baroque , and although it appear-
ed most strikingly in vocal works at first , it prevaded in-
strumental mediums more and more as time went on . 
Another important forerunner of the concerto is 
the ensemble canzona which frequently used the echo technique 
of the concertato style , and occasionally a ritornello . For 
an example of this echo technique as used by Giovanni Gabrieli 
see the following page . In an eleven voiced canzona ~~is 
composer set a tutti in rondo fashion against a highly fig-
3. 
urative concertino of few instruments . This consolidation of 
ri tornello "tli th the practise of opposing and contrasting tone 
1 . Bukofzer M., op . cit ., p . 21 
2 . Lang , P. Musi c in 'vestern Civilization, \v .w. Norton, N.Y. 
1941, p . 371 
3. Mishkin, H. G., op . cit . 
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alternation between sections in lively imitation in duple 
-
-
0 
_L 
I _l_ _L 
.... ~ •'- __,_ 
r - , 
-J-._,1 
I • • 
.... I I I 
~ I I , 
-
time , and more homophonic sections in triple time as in 
Canzon Prima "La Spiritata" in which the middle section is in 
3/2 and far more homophonic than the first and last sections 
1~ 
in 4/4. Claudio Merulo (1533-1604) uses the form: A B A B C A 
B A in his canzona 11La Leonora", while Trioto in the seventeenth 
canzona from Il Primo Libro della Canzoni (Venice, 1616) has 
the form A B A C A, and Floriano Canale (1585-1603) uses an 
2 . 
A A B A C A form. Other canzonas for instrumental ensemble 
show a prevalence of the use of a ritornello . The Senate 
Concertate in 'stilo moderno' by Dorio Castello mark the 
beginning of the important liter ature of canzonas with solo-
3. 
i stic passages, mostly for the violin~ This was continued by 
other composers, among them Steffano Bernardi in his Senate in 
Sinfonia (1623}: 
Later in the seventeenth century the sectional 
canzona was replaced by canzonas of three or four movements 
which were more homophonic and gave greater emphasis to the 
upper parts . It was during this period and in the early 
eighteenth century that the baroque concerto reached its peak. 
An immediate predecessor of the concerto of this period is the 
4. 
orchestral concerto in which contrasting techniques are used 
in different sections rather than contrasting instrumental 
groups . One section appears in a brilliant soloistic style , 
1 . Gabrieli , G., Canzoni per sonare, B. Schott's Sohne, Mainz & 
Leipzig, 1933 
2. Mishkin, H. G. , op. cit . 
3. Apel, w.i op . cit . p . 173 
4. i9id •. A so called by various authors concerti ripieni , and s~nfon~a concerto. 
9 
while the other corresponds to the tutti. This form was cul-
tivated by the Bolo~ School and notably by G. Torelli (d; 
170$), and perhaps, in a sense, it paved the way for the ~ 
concerto grosso and the solo concerto . The question of when 
Vivaldi's orchestral concerti were \·rri tten, and the composer 
wrote in all three concerto mediums, will be considered 
later ~ Unfor~unately none of the manuscripts of any of the 
works are dated: 
Three main factors emerge from a study of the 
history of the concerto which should be clarified and under-
lined in order to understand the development of the form. 
The first is the concertato style in which the technique of 
opposed bodies of sound originated. As the tutti-solo con-
trast this became an important element of the late baroque 
concerto . 
The second the author will call "tonal-homophony" 
1. 
which came about with the development of a homophonic techni-
que . "Tonal- homophony" is characterized by homophony, fre-
quent unison passages in all voices, and themes that emphati-
cally circumscribe the key by stressing the fundamental triads 
and the diatonic scale. 
The ritornello form , in which the tutti, a part of 
it, or a variation of it returns each time in a new key, as 
1 . The term is the author's and is to be used only in its 
specialized meaning as explained. It has some elements in 
common \'lith Bukofzer ' s term "concerto style" (op. cit . p . 
222), but the two are not synonomous; 
10 
the third, crystallized shortly after "tonal-homophony" had 
1. 
been established . 
Corell£'s concerti show the more primitive stage 
of development with the use of opposed groups, little depend-
ence on "tonal-homophony" and practically no appearance of 
the ritornello principle . \Vhile the concerti grossi of 
Torelli did not emphasize the device of tutti-solo contrast, 
his solo concerti did. His concerti grossi , moreover, utiliz-
ed the ritornello form and "tonal homophony". In the concerti 
of Vivaldi and those of Bach the peak of the development is 
attained and we find all three factors harmoniously united. 
Although the concerti grossi of Stradella and the canzonas of 
G. Gabrieli make use of contrasted groups and to some extent 
the ritornello form they lack "tonal-homophony". This latter 
element itself 1-;as only a neutral musical technique applicable 
to many forms and not conducive to the evolution of a formal 
scheme. It is, however, an important factor in distinguishing 
2 . 
the late baroque concerto from its forerunners. 
Up to the time of Vivaldi the elements of the 
concerto had appeared and been effectively used in various 
mediums. Torelli, in particular, approached a definitive form 
composed of these elements. It remained, however, for Vivaldi 
to effect the synthesis resulting in a flexible , balanced, and 
dramatic form of musical expression. 
1. Bukofzer, M. , op. cit ., p. 363 
2. ibid. 
11 
CHAPTER III 
The Orchestral Concerto 
The o~chestral concerto differs from the concerto 
grosso and the solo concerto by its use of contrasting tech-
niques , rather than contrasting instrumental bodies and im-
1 . 
portant solo parts , and by placing greater melodic emphasis on 
the violin part . These concerti are written in a homophonic 
style as opposed to the more contrapuntal style of the con-
temporary sinfonia . Originally the sinfonia and concerto were 
distinguished from each other mainly by their style rather 
2 . 
than by their form or orchestration. Another important fea-
ture of the orchestral concerto i s •tonal-homophony' which has 
been discussed in the preceeding pages . 
History 
The orchestral concerto has been minimized in favor 
of the solo concerto and the concerto grosso . The former, how-
ever , was cultivated along with the other two types throughout 
the late Baroque and reached a culmination in the Brandenburg 
Concerti numbers 1, 3, and 6 by J . S. Bach, and in the Op . 6 
numbers 5 and 6 by Handel . 
The orchestr al concerto's most important ancestor 
is the Italian opera overture which later became the Italian 
l . Apel w. , op . cit . p . 173 
2 . Bukofzer, M., op. cit . p. 226 
12 
overture form of fast, slow, fast . The ultimate form of the 
Italian overture was not shaped before A. Scarlatti . It 
appears in the overture to his opera Dal male il bene (16Sl or 
16S6) which consists of three sections: allegro adagio , allegro . 
These sections are all in the simple homophonic style of the 
Neapolitan overture except the first which introduces some 
imitative treatment for the entrances of the voices . The 
usual name for this type of overture was sinfonia . The origin 
of this form goes back to Monteverdi and Cavalli who wrote 
short instrumental pieces as introductions to their operas, 
as \'Tell as other instrumental pieces which recurr throughout 
the operas , as in nonteverdi's Or feo . These establish formal 
1. 
unity in the midst of the more rhapsodic vocal monody . The 
form advanced under s . Landi (1590-1655) and his sinfonie to 
Acts two and threeoof Sant 'Allessio are both in a three move-
ment form of fast, slow, fast and have an obvious resemblance 
2 . 
to the later Italian overture~ As this form was crystalliz-
ing, other instrumental types, particularly the sonata da 
chiesa and the sonata da camera , were taking more definite 
shape . 
Uiuseppe Torelli (c . 1650- 1702) introduces, in his 
Sinfonie a 2 , 3 , 4 , Istromenti (1687), a four movement form of 
adagio , allegro , adagio , allegro, which , under the name of 
1 . Grout, D.: A Short History of Opera , Columbia university 
Press, N. Y., 1947, p . 63 
2 . ibid. p. 73 
13 
sonata da chiesa, was adopted by all the later composers, 
particularly A. Corelli . 
The sonata da camera was cultivated in I taly mainly 
as a chamber music type and was distinguished from the sonata 
da chiesa by the dance character of its movements . As early 
as 1629 and 1637 instrumental suites containing movements such 
as Sinfonia , Brando, Gagliarda, and Corrente appear in publi-
cations by G. B. Buonamente . After this composer's works, no 
other l talian sonate da camera are known until the twelve 
suites of Corelli , Op . 2 (16S5} and Op . 4 (1694) . These are 
usually in four movements such as Preludio, Allemanda, Corrente 
1 . 
(or Sarabanda) , Giga (or Gavotte) . 
Elements of the sonata da cniesa and the sonata da 
camera mingled with those of the Italian overture to shape the 
orchestral concerto form as used by Vivaldi, his predecessors 
and contemporaries . I n G. Taglietti's Concerti a guattro Op . 
4, which are orchestral concerti , aspects of both t he sonata 
da chiesa and the sonata da camera appear . Although some of 
the sonatas are in the slow, fast, slow, fast arrangement of 
the sonata da chiesa, some of the movements have a distinctly 
2 . 
dance- like character. ~ he three movement form, of course, is 
that of the orchestral concerto . 1he following is an outline 
of the seven concerti of 1aglietti's Op. 4: 1~ Allegro 4/4, 
1 . Apel, w. , op . cit . p . 71S 
2 . ~chering, A.: Geschichte des Instrumentalkonzerts, Breitkopf 
& Hartel , Leipzig, 1927, P• 34 
urave 4/4, Presto 3/8; 2. Allegro 4/4, Grave 3/4, Allegro 12/8; 
3. Largo 4/4 , Allegro 4/4, Largo 4/4; 4llegro 6/8; 4. Allegro 
3/4, Grave 4/4 , Presto 12/8; 5. Allegro , Presto, Allegro 4/4, 
Grave 3/2 , Presto C; 6. Allegro 3/4, Grave 4/4, Presto C; 7. 
Posato e Adagio , Presto , Adagio 4/4, Allegro 4/4 , Grave 4/4, 
Presto 12/8. There are orchestral concerti by F. dall' Abaco , 
the concerti da chiesa Op . 2, ~Thich are scored for two violins, 
viola, cello, and basso continuo, and marked "all unisono" . 
These also contain elements of both the sonata da chiesa and 
the sonata da camera forms . mhe first , in which the composer 
marked the movements Largo, Allegro , Andante , Allegro assai, 
the third , marked Adagio, Allegro- Adagio, Presto e Spicato , 
and the fifth, marked Largo, Allegro e Spirituoso , Gr ave, 
Allegro, illustrate the use of the sonata da chiesa form. 
Sonata da camera elements are found in movements with a dance-
like quality in binary form, as in the last movement of number 
5. In addition this movement exhibits fugal elements making it 
comparable to the French type of Gigue . The composer also 
employs the Italian overtureform in several instances as in 
number four which is marked Allegro , Adagio, Presto, and number 
1 . 
eight marked Allegro, Largo, Presto . 
The orchestral concerti of Torelli, Taglietti, Abaco 
and Handel dispensed with the tutti-solo device as noted above , 
1~ F. dall' Abaco , E.: Denkmaler der Tonkunst in Bayern , Breit-
kopf & Hartel , Leipzig , 1900, Op. 2, Sandberger , A., editor 
15 
but utilized all the more emphatically 'tonal- homophony'and 
also, t o some extent , a ritornello form . Torelli's orchestral 
concerti Op . 6 (1698} contain short interludes for the viol i n 
for which the composer explicitly prescribed solo performance . 
Thus the orchestral concerto as well as the concerto grosso 
paved the way for the solo concerto . 
Orchestral Concerto Form of Vivaldi 
1 . 
According to the catalogue of Vivaldi's works by M. 
Pincherle there are forty- six orchest ral concerti. Only 
thirteen of these works are available for study in the collect-
ed edition, and these are scored for violins , violas, cellos , 
and basses . 
In Vivaldi's treatment of the orchestral concerto 
the three movement form fast, slow, fast of the Italian overture 
appears quite consistently. Exceptions appear in concerti 
2 . 
numbers 11 and 36, which show the influence of the sonata da 
chiesa in their scheme of Adagio , Allegro, Adagio, Allegro . 
Although number 9 has the first movement subdivided into four 
sections: Allegro molto moderato 4/4, Allegro molto 12/8 , 'fempo 
I , Allegro molto 12/8 , it retains the three movement scheme in 
the over all pattern , these divisions acting as a cohesive whole . 
in the harmonic pattern the first and last movements are 
16 
1 . Pincherle , ~1 . : La 1'1usiaue .Lnstrumentale lnventaire, Librairie 
Floury, Paris, 1948 
2 . Numbers refer to those of the above mentioned collected ed-
ition. 'l'hese numbers do not place the works in the order in 
which they were written . 
always in the same key . ln number 7 the second movement 
appears in the subdominant, while in number 8 it is in the 
tonic minor, in number 11 in the dominant, and in number 49 in 
the relative minor . The second movements of numbers 9, 30 , 32, 
56 , and 59 are in the same key as the first and last movements. 
Often these middle movements act as a short modulating fragment 
between the two quick movements as in numbers 5, 6, 36, and 50 . 
This type of middle movement was used by Torelli and also by 
vivaldi in their concerti grossi. In the solo concerti of 
Vivaldi it also occurs in one instance . 
This three movement forrn of the orchestral concerto 
is , of course, the same as the form of the concerto grosso and 
the solo concerto and very similar to that of t he sinfonia . 
As has been pointed out, the sinfonia is usually more contra-
puntal and lacks the contrasting techniques found in the 
orchestral concerto . In Vivaldi 's Sinfonia in B minor, number 
22 \the only one at present avail able for s t udy) there are only 
two movements , the second being a fugue and the first acting 
l . 
as a prelude . It is interesting to note that in the orchestral 
concerti in which Vialdi does not use contrasting techniques 
or alternation of solo and tutti sections, he has a simple 
chordal accompaniment in the lower voices with the two violin 
parts taking the most important upper line in unison . This use 
1 . According to Pincherle, op . cit. p. 37 (catalogue), the word 
"Concerto" is half erased on the manuscript and the word 
"Sinfonia" written in . A. Fanna lists i t as an orchest ral 
concerto , and thus the author considers it because of its 
two movements and contrapuntal texture . 
17 
of a homophonic texture, then, is an important point in draw-
ing a line between the sinfonia and the orchestral concerto . 
The sinfonia, however, led the '!flay to the symphony while the 
orchestral concerto gave way to the popularity of the solo 
concerto . 
Quick Movements 
For the sake of clarity the forms common to bothr· 
the first and third movements of these concerti will be discuss -
ed together . '.1.'hese movements have several int eres ting aspects 
in regard to form . The first movement of number 36 consists of 
an Adagio and Allegro which correspond to a prelude and fugue . 
The prelude is in A minor, short and rather chromatic. The 
fugue has two subjects and is in three voices, each voice con-
taining both subjects . There are only two expositions, one 
episode and a concluding coda . The fugue of the first move-
ment of number 56 is more fully developed and contains an ex-
position, an episode, a second exposition, a stretto, a third 
exposition, another stretto and a final coda. 'l'his fugue is 
in four voices and reveals to some extent the tutti-solo 
principle which is inherent in the fugue form in any case, due 
to the introduction of voices one by one in the expositions . 
rtere, however, the resembl ance is rather superficial for it 
does not a ccount for the modulating char acter of the solo which 
would correspond to the episode . A fugue also appears as the 
third movement of number 30, and here the tutti-solo principle 
18 
corresponding to the exposition-episode principle has a more 
fundamental connection. The exposition is taken by solo in-
struments and the first episode and second exposition by the 
tutti, but the second episode is in the solo and the third ex-
position in the tutti. This is a solidly constructed, compact 
example of fugue writing, and one of the best of the composer's 
that the author has seen in the concerti. 
The other first movements of these concerti, 1-rith 
two exceptions, adhere more closely to the concerto form with 
its principle of contrast between the tutti and the solo. 'l'he 
. 
two exceptions are numbers 49 and 50. Both are concerted 
throughout, homophonic, 1·Ti th the violins having the important 
melodic line, and contain little or no rhythmic or thematic 
differentiation bet\ieen the sections. 'l'he form of number 49 
is not very clearly outlined and consists of ABA' A B', 
while that of number 50 is quite clear and maae up of A B B' A 
B''• The only contrast found in number 49 is that at regular 
intervals all the strings play one bar in unison, the string 
bass being an octave lol'ler. '!'he composition is titled "alla 
rustica" and the theme of the first movement by its simplicity 
and vigor suggests a sort of peasant dance. 
Concerto # 49, first movement, first theme: 
Again in the last movement, which is marked Allegro in 2/4, 
19 
I J 
there is a dance-like quality to the themes and the rhythm. In 
number 50 the important melodic lines are occasionally put in 
the bass and the soprano takes the accompanying part. This 
can hardly be considered a principle of contrast by comparison 
to the composer's use of the principle in other '\vorks. The 
third movement of number 50 has a similar treatment. 
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The first movements of numbers 7, 9, and 59 are also 
concerted throughout, but reveal ideas of contrast. In numbers 
5 and 9 the composer gains the element of contrast by clear 
rhythmic differentiation between the two sections correspond-
ing to the tutti and the solo, as well as bv having the section 
which would correspond to the solo modulate as it does in the 
other concerto forms. Thus in number 9 the first s ection as 
the solo is in 4/4 time, marked Allegro molto moderato in B 
flat major, the second, corresponding to the tutti, in 12/8 
marked Allegro molto in B flat. The third section is again in 
4/4 marked Allegro molto moderato and modulates to G minor, 
while the fourth is rhythmically the same as the second, 
Allegro mol to in 12/8, and again in B flat. 'l'heoretically the 
tutti should start the first movement, hov1ever Vivaldi fre-
21 
quently starts with the solo. This is particularly the case in 
his concerto grosso form. In number 7 the tutti and solo have 
different thematic material, the solo being consistently more 
virtuosic than the tutti which is more chordal. 
Rhythmic and thematic differences are both used as a basis for 
the contrasting of the two groups of tutti and solo in number 
59. 
The last movements of numbers 32 and 36 are also concerted 
throughout depending on thematic and rhythmic differences to 
clarify the tutti and the solo. While number 32 is primarily 
22 
homophonic with a relentless use of the same melodic and 
rhythmic patterns, number 36 has more independence of the 
voices in a less homophonic and rather fugal style. 
The title of this composition is "Madrigalesco" 
and this rather polyphonic texture is maintained in all four 
movements. The use of the older sonata da chiesa form in this 
instance as well as the chromatic texture are in keeping with, 
and depict the title, being reminiscent of the earlier madri-
gal of the sixteenth and seventeenth centuries. The first 
movement illustrates this and it is maintained in the double 
i ·fugue (see page 18) of the second movement. Concerto # 361 first movement, be~innin~ 
. 
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The more conventional treatment of the orchestral 
~oncerto appears in the first movements of numbers 6 and 11. 
Here there are clear tutti sections in which all the instru-
ments play and solo sections usually taken by the violins. 
In number 6 there is no thematic or rhythmic relation between 
the solo and tutti, while in number 11 the two are rhythmi-
cally similar. Number 6 consists of the following: tutti in F 
major with themes A and B; solo modulating to G minor with 
theme G; tutti in G minor \•lith themes D, A and B; solo mod-
ulating to A major and then D minor with theme c; and tutti in 
F major \-rith themes D, A,B,A,B. Harmonically these movements 
are relatively simple and the above key scheme of number 6 is 
about as complicated as they become. The simple key arrange-
1. 
ment of number 9 is typical~ 'l'he movement is in B flat major 
1. see pages 21 and 22. 
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II 
in the A section undoubtedly came in part from the opposed 
sections of the concerto grosso with the alternations between 
tutti and solo. ln number 32, which consists of A A B A there 
are two contrasted themes, but the thematic material is only 
slightly developed. 
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In general one is struck by the feeling that the composer is 
developing separate ideas separately rather than conceiving 
of a section in which to develop the ideas together. Numbers I 
8 and 30 have the rounded binary structure of A A B A, the 
latter being the more clearly defined. Thematically number 
8 is well developed, but the themes of what corresponds to 
1. 
the exposition of the sonata are not clearly outlined. In 
both numbers 8 and 30 the end of the development section is 
clearly marked by a short chordal closing passage containing 
no thematic development. 
' 
1. see pages 27 and 28 for this example. 
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Third Movements 
\vith one exception the instrumentation of the 
third movements is the same as that of the first. '!'he ex-
ception is in the addition of a solo violin, in the final 
movement of number 9. 
The binary form which stems from the sonata da 
camera predominates here, and appears in numbers 5, 6, 7, 8, 
49, and 59. Numbers 5 and 7, however, show elements of the 
tutti-solo pattern, whereas numbers 6, 8, 49 , and 59 lack 
this element and are in a simple binary form. The combination 
of the tutti-solo idea and the binary structure is well illus-
trated in number 5 which is as follows: solo in A minor, tutti 
in A major, solo in A minor, tutti in E major :Jf: solo in E 
minor, tutti modulating from B major to G sharp minor, solo in 
A minor, tutti in A major, solo in A minor, tutti in A major. 
Here the solo consistently brings back the same melody or a 
partl of it while the tutti introduces different thematic 
material each time it appears. 
s~'" ~~Jie~-ro_ -# ., ,,..,-, 
""' 
II 
"" ~ , 1 .. "" I!' I ~, -(f. ~ I , . I 
"" 
, .. I I I I I II , ~"" I I I I r1 
.,, ,. '"' J- " D- I' I I I L.J I~ I I I II' I I II I ll"ll,. I I 'I' I I · ~. II v 0 v l I --' ~ 
" I..L I 
-
I I I ........ I I II 1 ... _1 ... :J. y ., ,_. 
" 
v ._.... ~ ~ -.....r v y v 
i\~ ~ ~ I~ 
-
'"'r I , ,.,. II ,. 1"1 I I ... .1_ I 
/ .. -": ~ 7 'I' I ,, ,..,, I I II I I I '"11~1 7rL ~~ .. 7~1 
Ill,. 
'" ~ '-' I I / 11 II I I I I I "j I I I I I I I I I I II 'l II I I 1r .,, 
'V ' 
I I J 
-
i I I I I I I._ I I 
-
..._....._I I_ _&.I_ II 
v ~ 
.,., ~ 
-
'IIIII 
-
_J 
! ....... , 7 ,.. , !!"" ... 
/ II I ' /. 7 ~ .... ..... ., ,... -,I 
-"' • -~ 
\o...-C ··~ I t:: I I / I I I 'I II I I 1 ,,- I I .... I I 
"' 
I I I' , L" I , , _I I I 
'L '-{ 
" " "' 
...., v c...J , 
29 
u.At 
,.-; 
lo.. '41' 
I I .. 
~'T 
IJJ.~.It: 
m. 
'"' 
·-1 
'JI.~/ 
... . 
,, 
u.-.... 
I I'- 11T •• J' 
I I .,. 
I I I 
II 
II 
Thi~ is a reversal of the usual proceedure and adds a pleasant-
ly, novel and fresh touch. Harmonically the alternation of 
A major and A minor is interesting. Humber 7 has a simpler 
ha~onic form of tutti in B flat major going to }i' major :1/: 
solo in F major, tutti modulating to D minor, solo in D minor, 
tutti in B flat major. The simple use of the binary form ~nth­
out the tutti-solo principle is exemplified in number 49 
which has an A section going from G major to D major and re-
peated, a B section in D major and a concluding A section re-
peated. This is the rounded binary form which preceeds the 
later A :I/ : BA form that appears in the above mentioned first 
movements. The last movement of number 59 is marked "Menuetto" 
showing its relation to the sonata da camera and maintaining 
a stately dance character. An interestin~ form appears in 
number 56 lvhich consists of an A section going from E minor to 
G major and repeated; a B section going from U major to A 
Jl 
minor repeated; a C section in C major repeated; and a D 
section going from G major to E minor repeated. Each section 
maintains the same rhythmic pattern and uses similar thematic 
material. The result is a kind of variation forw. 
The concerto principle of a contrasting tutti and 
solo is lacking in the quick movements of numbers S, .32, .36, 
49, and 56. With the exceptions of the first movements of 
numbers 36 and 56 which are fugues, the quick movements uses 
'tonal-homophony' as a basis with the two upper violins taking 
the melody and the lower parts acting as a chordal accompani-
ment. Consequently in sp~te of the lack of contrasting 
sections these works may be designated as concerti. 
Slow Movements 
The slow movements of these orchestral concerti as 
a rule have the same instrumentation as the fast. 'l'his is 
unusual in the concerto form, for during this period the middle 
movement was almost always written for fewer inst ruments. The 
slow movements of numbers 6, .36, 49, and 50 act as short modu-
latory interludes between the two quick movements. The slow 
movement •1 of number 50 exemplifies this. 
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Number 6 reveals the composer's use of chromaticism; 
4~,W~G .!'/~() 
.- +"':). 
-
~ I _, 
/ I -.-
-
I J .. 
- "' 
"' UC."J ~ I I ~ u• ., I T • . -. 1../ I I ~ I * r ~~I 1 r 1"1 7"7 ~ ~ I I' .... ~... I I - ·~ - IT -T I ., ......... .., "Vt.. y • 'I I I I I f"l I l I I --. ---, --r. --. I I .... I I ~ I 'I' I ._ 
-. ~ I I I --, --, --, --, -1 I I I I rT ""T --, 
--r , T 7 l _, ' • 
T T 
I ~ ,, II lo \ 
-
~--""' ~ .e "" - 1¥~ ..... ~ ... n~ 
-
I -;w --y T T .- iP T --, -, 
1/, I, II 1..1' I 
-
I ~- I I 
-
I --y I -T IV 0 -1 7 J 
VTITJ~ l. I I T T 
' 
I I --y I I I I ~ T ,. 
fJ I • T 
' 
I I I 
' ) T , I 
- '"""' 
I 
""" 
1.,-.-~ .. At. ~-
" 
I 
'"" 
I I I I 1 r I --, ~- I 
-
"""' '--. , 
1111116. 
-~A- ~~ 
' 
' p "~ r I --, ra.;J 1 1 I I 1-1 IVP _, --. 
• l Ill I et I ~ ..,.~ I I I I I ~ I 
-
--. , 
• I ,, I I 
• 
I 
'""' I 
-, I --, JICA , ... ~ I 
II I' I I I I I I -. -~ ...... IWI"" J7L"J ~ 
' k~ L 7T J I I I --, T eJ I I I 
-:/ v ~ V"""' I' 
"""" 
/1 
""' 
I T""J I I T 
""' ""' 
..... 0 ·p..a~ 
' 
T 
... ,........ 
""" 
,....-;"~ 
Similar in function and brevity to the above move-
ments are numbers 5, 7, and 9 which are less chromatic, 
chordal and with a uniform rhythm throughout. 
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The harmonic scheme of these is very simple as in the 
'number 9 which is in B flat major and goes to r· major briefly 
. 
in the middle and then back to B flat major. Numbers 8, 56, 
and 59 are longer, homophonic as are most of these slow move-
ments, and less chromatic gaining their unity from repetion of 
rhythmic and melodic patterns. These unifying elements plus 
a greater use of imitation appear in number 30. In number 59 
the instrumentation is slightly reduced by the dropping of the 
string bass, and illustrates this type of rhythmic and thema-
tic treatment. 
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Number 11, in binary form, also has a reduced in-
strumentation of one violin, ~d one cello which are quite 
independent melodically. Rhythmic and melodic contrasts in 
each bar appear in the slow movement of number 32, lending a 
diminutive concerto effect to the homophonic texture. The 
for.m is ABA' B'. It is interesting to note that this same 
treatment, but more emphatically used, is employed to depict 
a storm in the second movement of Summer which is one of the 
four violin concerti making up the group known as the Seasons. 
Concerto # 32, second movement: 
Conclusions 
Many forms appeared in the orchestral concerto . 
The binary forms of the last movements point back to the 
sonata da camera and the suite forms, the short modulatory 
slow movements to the slow movements of the earlier Toreill 
concerti , while the sonata elements of the first movements 
point ahead to the sonata form of the Viennese Classical 
school and the s~nphony. The concerto grosso characteristics 
of one group opposing another also are evident, as well as 
the simple homophonic structure and strong tonal emphasis of 
the early eighteenth century . In regard to this concerto 
form in general vivaldi had great influence on composers who 
followed him, and especially on his younger contemporar y J .S . 
Bach . Bach studied Vivaldi ' s concerti and from him learned 
the tutti-solo structure of the quick movements . I n this 
composer ' s Brandenburg Concerti numbers 1, 3, and 6 the form 
of the orchestral concerto with its emphasis on contrasting 
techniques is brought to its height , after which it gave way 
to the solo concerto . 
35 
CH~PTER IV 
The Concerto Urosso 
The principle of the concerto grosso form of the 
later Baroque is the use of a small group of instruments, call-
ed the concertino, contrasted and alternating against the full 
orchestra, or ripieno, at this time consisting only of strings . 
'l'his larger group of inst r uments , also called the concerto 
grosso or tutti, is treated in a rondo fashion in that it 
brings back the first theme, parts of it, or variations of it, 
at intervals throughout the movement , but , unlike the rondo , 
each time in a ne\·l key. 
History 
The respective works of Torelli and A. Corelli (1653-
1713) show advances towards the definitive concerto grosso 
of the late Baroque as it appears in the works of vivaldi . 
Corelli firmly established the principle of t'\"IO contrasting 
1 . 
groups, while Torelli employed the three movement form, al-
though his second movements were usually very short and modu-
1 latory acting as a transition betvveen the tvm quick movements 
rather than as a full movement of equal importance to the ot her 
two . Corelli used the older concerto da chiesa form with four 
or five, and in some cases more , movements and divided the 
whole orchestra into the concerto grosso, or tutti , and the 
1 . Bukofzer, M.: op . cit . p . 227 
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1. 
above, has quite a long Largo which is really a fu lly develop-
ed middle movement . 
Concerto Grosso r'orm of Vivaldi 
2 . 
Rinaldi places the number of concerti that vivaldi 
3. 
wrote at four hundred and six, while Pincherle says there 
4. 
are four hundred and forty. Of these Rinaldi lists seventy-
four as concerti grossi and Pincherle sets the figure at 
eighty-three . The number of concerti or concerti grossi is 
not tremendously i mportant in itself . It is, however, rather 
interesting that the figures of the t\·ro men are so far apart . 
Although Rinaldi had the majority of available material at 
hand his obvious inaccuracies do not inspire confidence on the 
5. 
part of the reader . This author is inclined to believe that 
Pincherle is the more precise of t he two men . ~lso it is 
interesting to note that the collected edition being compiled 
by Malipiero includes certain things tha~re not listed by 
Pincherle . The concerti grossi available for study include 
6. 
the following: one for four violins, one for three violins, 
four for two violins, one for two cellos, one for violin and 
cello, one for one violin and two cellos, two for two violins 
and one cello , tvm for two violins and t \vO cellos . Those .... cer 
l . Torelli, G. : Op . 8 C. F. Kahnt, Leipzig, 1926 
2. Rinaldi, M.: Thematic Catalogue, Editrice Cultura !t.oderna, 
liome, 1945 
3. Pincherle, ~1 . : La Mllsiaue I nstrumentale l nventa ire op . cit. 
4. Probably neither figure 1s correct . 
5.Schiller, J . : Journal of the American MUsicologica l Society, 
Vol . 2 ff2, Summer 1949 
6 . 'l'hese are identified by instruments of ripieni . 
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for winds include: one for t\·TO horns , one for two trumpets, II 
two for two oboes and two clarinos, one for flute and bassoon, 
tl"lO for t"t-m oboes, two horns , bassoon and violin, one for two 
flut es, two oboes, two bassoons, and violin, one for oboe, 
~nglish horn, violin, two violas, and cello, one for two 
flutes, two oboes, two clarinos, bassoon, and two violins, 
and one for two flutes, tl"lO oboes, two violins and one bassoon. 
In addition there is one for oboe and violin, and one for 
violin and organ. 
Vivaldi definitely standar dized the concerto grosso 
as a cycle of three movements in which the first and last move-
ments are in a rapid tempo and the middle movement is a slow 
section. Occasionally in the first movements a slow intro-
duction acts as a preface to the following fast movement . In 
certain cases this may be considered a reversion to the earlier 
form of the concerto da chiesa of four or five movements. It 
may be noted that concerto number 51, titled "Funebre", and !I 
of appropriately solemn character, maintains relatively slow 
tempi even in the quick movements . It is marked: Largo, 
Allegro poco poco ( Andante), Adagio, Allegro (rna molto moder-
ato, quasi andante). Thus it adheres to the older sonata da 
chiesa form. The instrumentation of t he concertina, consist-
ing of one oboe, one English horn, one violin, two violas, 
and a cello, although colorful aids in reflecting the sombre 
1. 
atmosphere of the title. Rarely, the first movement may be 
l . For a full discussion of programmatic ideas see Chapter VI . 
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2 for 2 violins and cello, 1 for violin and 2 cellos, 2 for 2 
violins and 2 cellos, 1 for 4 violins and 1 cello, 2 for violin 
and organ, 1 for 2 violins and 2 organs, 3 for piccolo , 16 for 
flute, 1 for 2 flutes, 11 for oboe, 2 for 2 oboes, 38 for 
bassoon, 39 for different combinations of strings and winds 
often w~ith a violin predominating . In the works available 
the composer uses the horns, trumpets, violas and clarinos 
mainly as doubling instruments for color. The use of the 
1. 
clarino should be noted. According to Pincherle vivaldi 
clearly indicates 'clarinetto ' in two manuscripts (numbers 3 
and 10) . Pincherle adds that Vivaldi is probably the first 
to treat the 'clarinetto ' as an instrument of the orchestra. 
Since , however, the parts in these two concerti, which in the 
collected edition are marked for clarinet, have all the 
characteristics of trumpet parts it is undoubtedly the clarino 
which Vivaldi had in mind and he probably used the abbreviation 
'clar'. on the manuscript . The one solo concerto for cello 
shows some virtuosic treatment , but this appears no where else 
in cello parts. The flute parts are simple and since Vivaldi 
was progressive in attitude we may assume that many of them 
were probably for transverse flute. Melodically, rhythmically, 
and harmonically the concerto for mandoline is simple and 
direct, but the author does not know whether it was intended 
2. 
for the mandola or the mandoline. One of the favorite in-
1 . Pincherle, M. , op . cit., p. 102 1 
I 
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2. Ueiringer, K.: Musical lnstruments, Oxford Jniversity 
Press, N.Y. 1945, _p. l27 r 
struments of the Baroque was the oboe whose individual tone 
Vivaldi utilizes in the expressive second movements in 
particular. One might , however , assume from the number of 
bassoon concerti that this instrument, for which he at times 
writes quite demanding passages, intrigued him as much or 
more than any other member of the wind farnilly. 
The ripieni consists of a small string orchestra 
whose instruments vary slightly according to the instruments 
used in the concertino . Usually it is made up of two violins, 
violas, cellos, and basses. In the G minor concerto number 
33 for flute and bassoon, "La Notte", the solo parts are given 
to these two instruments and the ripieni is accordingly reduced 
to two violins , cellos, and basses in order to maintain a 
l'lell balanced ensemble . In Op . 3 # 2 and Op. 3 ff 11, both 
for two violins and cello as the solo instruments, the ripieni 
has only two violins, and two: v±olas, while in Op . 3 # 10 for 
four solo violins the ripieni consists of two violas, cello, 
and basses . The composer's intent is alvrays t o maint ain a 
v-1ell balanced ensemble· and in order to do so he must allow 
a certain ~ amount of flexibility in the instrumentation of the 
ripieni . 'l'his he does . ln the collected edition a cembalo 
part is indicated which would be taken by the harpsichord . In 
I. 
number 94 this is marked for organ. 
2 , 
A relationship between the trio sonata, which con-
1 . 'i'his also is the case in the Seasons and may be the compos-
er's indication or the editors. 
2 . Bokofzer, ~. : op . cit . p . 223 
---~--------------
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and solo . nost frequently there are five alternations of 
tutti and solo plus a final tutti . Exceptionally the solo 
may start the movement as in Op . 3 II lO , but the tutti ah·ra.ys 
ends the movement . The first tutti usually contains tvm or 
three motives , the l ast two of which often appear in the final 
tutti . The chiastic form appears, sometimes modified . A 
typical first movement is to be found in number 73, although 
here there are only four alternations of tutti and solo . It 
1 . 
proceeds as follows: tutti (ABA B), solo 'CD), tutti (B), 
solo (D), tutti (A' B' ) , solo (E FE) , tutti (B) , solo (G E G) , 
tutti (A B A B) • 
Sometimes there are only three groups of tutti and 
solo as in the t hird movement of the concerto number 48: tutti 
(ABC ), solo (AD ) , tutti (ABC) . The composer, at times , 
expanded the form to include as many as six alternations of 
2 . 
tutti and solo , a form prefered by Geminiani and Locatelli . 
In regard to the harmonic structure of these 
quick movements the first tutti is always in the tonic and the 
.1 following solo modulates , usually to the dominant . The next 
tutti stays in the new key and the foll owing solo again 
modulates to another nearly related key . This is the pattern 
of the solo concerto and the orchestral concerto . The modu-
lations are simply and carefully approached and effect ed and 
1 . Each letter stands for a theme . 
2 . Bukofzer , ~~1 . : op . cit., p . 234 
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almost invariably go to nearly related keys . It is typical 
of a fixrst movement , not so much the third, to begin ,.ri th a 
1
1 firm, clear I V I progression emphatically setting the key and 
announcing the ritornello. Such a stereotyped beginning can 
1. 
be traced from the works of Torelli and the Bologna School, 
to Vivaldi (Op . 3, # 8 in A minor ), and Bach (violin concerto 
in E) . The use of a diatonic seauence in fifths touching 
on all degrees of the scale is also typical and occurs to-
wards the beginning of the first movement of the Op . 3 # 8. 
The third movement of number 54 is a fine example 
of a movement in which, unless one considers the harmonic 
structure, it vmuld be difficlut to determine exactly ho\'1 
many tuttis~ and solos appear;. For the most part they are 
short and follow each other in rapid succession . The first 
tutti is in the tonic and is follm<Ted by a solo of thirty-
seven bars also in the tonic , this in turn is followed by: 
tutti (one bar), -solo (one bar), tutti (one bar), solo (one 
bar), tutti (one bar), solo (one bar), tutti (seven bars), all 
in the tonic . Then comes a solo of nine bars which modulates 
to the dominant determining that it cannot be considered as 
part of the alternations of the preceeding section . mhere-
fore this last solo may be considered as the second solo 
section, and the preceeding group of solos and tuttis as the 
l.Bukofzer, M.: op. cit ., p . 228 
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second tutti . The various keys of the ritornello, in the 
general structure of the concerti and also in the solo 
concerti, serve as the outline of t he formal structure and 
circumscribe, at the same time, the main key of the whole 
movement . Hence the tutti had great importance in the formal 
design of the movements and as the length of the movements 
increased the tutti took on greater significance. 
There are some exceptions to the above mentioned 
pattern of solo and tutti in the first and last movements . 
For example in the famous D minor concerto Op . 3 # 11 the 
first movement starts with an introduction in the two violins 
which is followed by a fine fugue . The third movement of 
number 60 for two violins is also a fugue and others are to' be 
found . A fugal treatment of the material, as in the first 
movement of this work , at times appears and is always a strik-
ing contrast to the more commonly homophonic textures . 
The simplicity and cl arity of Vivaldi's themes 
in both tuttis and solos is daring and influenced his nore 
progressive contemporaries greatly. Their vividness made the 
ritornello easily remembered and their flexibility permitted 
expansion or contraction and general develo pment . 
Three methods of the composer's treatment of the 
thematic material of the solo may be distinguished . The first 
in which the solo consists of virtuosic figurations not relat-
ed to the tutti, was the treatment Torelli most frequently 
employed (see example page~ 39 ). The second, in which the solo 
51 
